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BY HENRY KEAZOR 
S I N C E i t first c a m e t o l i g h t , t h e r e h a s b e e n m u c h d i s c u s s i o n o f t h e 
Adoration of the Golden Calf (Fig . 11) n o w i n t h e M . H . D e Y o u n g 
M e m o r i a l M u s e u m , S a n F r a n c i s c o , 1 t h o u g h t h i s h a s c e n t r e d e x c l u ­
s i ve ly o n i ts d a t e a n d a u t h o r s h i p . W h e n d i s c o v e r e d a n d p u b l i s h e d 
in 1 9 1 9 b y J . H . J o h n s t o n e , 2 t h e p a i n t i n g b o r e a s i g n a t u r e a n d a 
d a t e w h i c h h a s b e e n i n t e r p r e t e d i n d i f f e r e n t w a y s ; i n 1 9 5 7 t h e 
l a s t d i g i t b e c a m e s c a r c e l y l e g i b l e a s a r e s u l t o f a s o m e w h a t h a r s h 
c l e a n i n g . 3 S o m e s c h o l a r s h a v e d e c i p h e r e d t h e d a t e , f o l l o w i n g 
J o h n s t o n e ' s r e a d i n g , a s 1 6 2 9 / w h i l e o t h e r s , f o l l o w i n g M a r t i n 
D a v i e s a n d D e n i s M a h o n , r e a d it a s 1 6 2 6 . 5 
T h e s e o p p o s e d r e a d i n g s a r e l a r g e l y t h e r e s u l t o f d i f f e r e n t 
a t t e m p t s t o fit t h e f e w s u r v i v i n g a n d m o s t l y u n d a t e d w o r k s o f 
P o u s s i n ' s e a r l y R o m a n p e r i o d i n t o a c o h e r e n t c h r o n o l o g y , b a s e d 
o n d i f f e r i n g n o t i o n s o f h i s s ty l i s t ic d e v e l o p m e n t . H e r e , t h e S a n 
F r a n c i s c o Adoration h a s p o s e d t h e m o s t d i f f i c u l t p r o b l e m s : f o r 
M a h o n , a n d l a t e r f o r B l u n t a s we l l , it a p p e a r e d t o b e i m p o s s i b l e 
t h a t P o u s s i n c o u l d h a v e p a i n t e d so w e a k a p i c t u r e o f s u c h u n e v e n 
q u a l i t y a t t h e s a m e t i m e a s w o r k s s u c h as t h e Martyrdom of St 
Erasmus i n t h e V a t i c a n a n d The Virgin appearing to St James i n t h e 
L o u v r e , w h i c h M a h o n h a s d e s c r i b e d a s ' t w o o f P o u s s i n ' s m o s t 
a c c o m p l i s h e d i n c u r s i o n s i n t o t h e c o m p l i c a t e d i d i o m o f t h e t h e n 
a v a n t ­ g a r d e fu l l b a r o q u e ' . ' 1 
S o t h e d a t e o f t h e Adoration w a s ­ f o l l o w i n g D a v i e s ' s r e a d i n g ­
s h i f t e d t o 1 6 2 6 . B u t e v e n t h e n t h e p a i n t i n g ­ o f t e n c r i t i c i s e d f o r its 
10. Adoration of the Golden Calf, by Nicolas Poussin. Black chalk, 13 by 18.3 cm. 
(Royal Library, Windsor Castle). 
flaws i n c o m p o s i t i o n , p e r s p e c t i v e a n d g e s t u r e s 7 ­ r e m a i n e d s o 
p r o b l e m a t i c t h a t B l u n t w e l c o m e d w i t h e n t h u s i a s m , a s w e l l a s a 
c e r t a i n r e l i e f , P i e r r e R o s e n b e r g ' s s u g g e s t i o n o f 1 9 7 3 t h a t t h e 
p a i n t i n g s h o u l d b e r e m o v e d a l t o g e t h e r f r o m P o u s s i n ' s amvre: 'I 
h a v e a l w a y s f o u n d t h i s p i c t u r e d i s t a s t e f u l ' , B l u n t w r o t e i n a r e v i e w , 
' a n d d i f f i c u l t t o fit i n t o t h e e a r l y p e r i o d o f P o u s s i n . ' 8 B l u n t a n d 
R o s e n b e r g t h e n a d o p t e d t h e p o s i t i o n t h a t t h e p a i n t i n g w a s a n o l d 
f a k e o r p a s t i c h e ( a c c o r d i n g t o R o s e n b e r g , e x e c u t e d b y t h e 
N e a p o l i t a n p a i n t e r A n d r e a d a Lione) , ' 1 w h i l e o t h e r s c h o l a r s h a v e 
t e n d e d t o c o n s i d e r it a c o p y a f t e r a los t o r i g i n a l , 1 0 t h e e x i s t e n c e o f 
w h i c h s e e m s t o b e c o n f i r m e d b y a p r e p a r a t o r y d r a w i n g a t 
W i n d s o r (F ig . 10) a n d a n e n g r a v i n g b y J e a n ­ B a p t i s t e d e P o i l l y 
( 1 6 6 9 ­ 1 7 2 8 ) . " 
' The findings discussed in this article are extracted from my study of Poussin's 'still 
lifes': 'Les natures mortes chez Poussin': Quellen, Entwieklung und Bedeutung der 
Kleinkompositionen in den Gemdlden Nicolas Poussins. I am indebted to Frank Martin for 
helpful suggestions and to Gregory Harwell for burnishing my English. I would like 
to dedicate this article to the memory of the late Doris Wild (1900­93). 
1 The painting entered the museum in 1955 (inv.no.61 ­44—30); for its earlier history 
and provenance see C . E I S L E R : Paintings from the Samuel H. Kress Collection, European 
Schools Excluding Italian, Oxford [1977], no. K1876, pp.269ff. 
2 J . H . J O H N S T O N E : 'An Early Picture by Nicolas Poussin', T H E B U R L I N G T O N M A G A Z I N E , 
X X X V [1919], p.91. 
'See A . B L U N T : 'La premiere periode romaine de Poussin', in Nicolas Poussin (Actes du 
Collogue Poussin), Paris [1960], Vol. I, p.164 and E I S L E R , op.cit. above, pp269ff. The 
inscription seems to be almost totally illegible today; see A . B L U N T : 'Poussin's 
"Death of Germanicus" lent to Paris', T H E B U R L I N G T O N M A G A Z I N E , C X V [1973], 
p.533. 
Johnstone's reading was accepted by the following: w. F R I E D L A E N D E R : 'Nicolas 
Poussin', in Thieme­Becker, XXVII [1933], p.324; idem: 'America's First Poussin 
Show', Art News, XXXVII I [9th March 1940], p. 10; A . B L U N T : 'Poussin Studies II: 
Three Early Works', T H E B U R L I N G T O N M A G A Z I N E , LXXIX [1947], p.269; T . B E R T I N -
M O U R O T : 'Addenda au Catalogue de Grautoff, depuis 1914', Bulletin de la Societe 
Poussin, II [1948], pp.45ff; A . B L U N T : Poussin: The Golden Calf (National Gallery Books), 
London [1951], p.6; idem, loc.cit. at note 3 above [I960]; idem: Nicolas Poussin, 
exh.cat., Louvre, Paris [1960], pp.222ff.; w. F R I E D L A E N D E R : Nicolas Poussin ­ a New 
Approach, London [1966], p.138; j. T H U I L L I E R : L'opera completa di Poussin, Milan 
[1974], no. 63, p.92; D . W I L D : Nicolas Poussin ­ Leben, Werk, Exkurse, Zurich [1980], 
II, no. 23, p.26; c. W R I G H T : Poussin. Paintings ­ a Catalogue Raisonne, London [1985], 
no. L5, p.247; K . O B E R H U B E R : Poussin ­ The Early Years in Rome, New York [1988], 
no. 82, p.285 and, A . M E R O T : Nicolas Poussin, London [1990], no. 22, p.256. 
' M . D A V I E S : National Gallery Catalogues, French School (second edition), London [1957], 
p. 178, note 5, was the first to challenge, with great caution Johnstone's reading 
('the date on that picture appears to be 1626'); see also D . M A H O N : 'Poussin's early 
development: an alternative hypothesis', T H E B U R L I N G T O N M A G A Z I N E , CII [1960], 
pp.290ff., esp., p.291, note 16; idem: 'Poussiniana ­ Afterthoughts arising from the 
exhibition', Gazette des Beaux Arts, LX [1962], p.3; and idem: 'The Dossier of a 
Picture: Nicolas Poussin's "Rebecca al pozzo'", Apollo, LXXXI [March 1965], 
p.202. Blunt was later convinced by Mahon's interpretation; see A . B L U N T : The 
Paintings of Nicolas Poussin ­ A Critical Catalogue, London [1966], no. 25, p.21, and 
idem: Nicolas Poussin, New York [1967], p.70. See also for this reading: K . B A D T : Die 
Kunst des Nicolas Poussin, Cologne [1969], p.293 and no.154, p.634; A . B L U N T : The 
Drawings of Nicolas Poussin, V, London [1974], pp.66ff. and E I S L E R , op.cit. at note 2 
above, p.270. 
'Tor the St Erasmus, commissioned for St Peter's in 1629, see B L U N T , Catalogue, op.cit. 
above [1966], no. 97, pp.66ff , M E R O T , op.cit. at note 4 above, no 91, p.268 and 
recently P . R O S E N B E R G and L . A . P R A T : Nicolas Poussin: 1594­1665, exh. cat., Grand 
Palais, Paris [1994], pp. 172­74, no.26. For the Virgin appearing to St James, painted, 
according to Bellori and Felibien, for a church in Valenciennes in 1629­30; see 
B L U N T , Catalogue [1966], no. 102, p.71 and M E R O T , no. 93, p.268. Mahon's phrase 
is in M A H O N , loc.cit. at note 5 above [1960], p.291. 
'Ibid.: 'The "Golden C a l f is the picture of an artist who is yet unsure of himself. 
"p. R O S E N B E R G : La 'Mori de Germanicus' de Poussin (Les dossiers du department des 
peintures 7), Paris [1973], pp.22 and 66, note 56; B L U N T , loc.cit. at note 3 above 
[1973], p.533. 
'Tor pastiches of this composition, see T H U I L L I E R , op.cit. at note 4 above, no. R7, 
p. 118 {Sacrifice of Noah, Staatliche Kunstsammlungen, Dresden), and P . R O S E N B E R G : 
France in the Golden Age, New York [1982], p.370, no. 7 (Adoration of the Golden Calf, 
The New­York Historical Society New York; listed there as a 'copy of a lost origi­
nal'). 
'"For these opinions, voiced by T H U I L L I E R , W I L D and W R I G H T , see note 4 above. 
"For the Windsor drawing (11884v), see w. F R I E D L A E N D E R : The Drawings of Nicolas 
Poussin, London [1939], I, no. 22, p. 12 and pi. 13. For Poilly see W I L D , op.cit. at note 
4 above, I, p.203, and, for the engraving, G . W I L D E N S T E I N : 'Catalogue des graveurs 
de Poussin par Andresen', Gazette des Beaux­Arts, LX [1962], no. A.74, p. 144 and 
p. 151; B L U N T ruled out both drawing and engraving as proofs of authenticity by 
hypothesising that the painting could have been created by a follower on the basis 
of Poussin's drawing, while Poilly could have transmitted this early falsification 
under the name of Poussin (see B L U N T , loc.cit. at note 3 above [1973], p.533) and 
idem: The Drawings of Poussin, London [1979], p.l77ff. 
12 
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S H O R T E R N O T I C E S 
11. Adoration of the Golden Calf, by o r a f t e r N ico l a s Pouss in . 9 9 b y 128 c m . ( M . H . D e Y o u n g M e m o r i a l M u s e u m , S a n Franc isco) . 
' T h e simple relegation of this picture to a follower, however , 
will not do. T h e San Francisco "Go lden C a l f mus t be considered 
either a copy of an impor t an t pa in t ing by Poussin of a r o u n d 
1629 /30 . . . or as the very d a m a g e d and r u b b e d original ' , K o n r a d 
O b e r h u b e r stated finally in his book of 1988, reconstruct ing 
Poussin's early years in Rome.1 2 O b e r h u b e r rightly points out the 
weaknesses in the composi t ion: Poussin still seems to be struggling 
here with the problems of perspective a n d the creat ion of spatial 
depth , hence the relief-like g roup of worshippers right in the 
ext reme foreground w h o seem ra ther like actors before a pa in ted 
landscape backcloth, on which appears the slightly tilted figure of 
Moses.13 But this type of combina t ion of figures in the fo reground 
viewed straight on with figures fu r ther back seen slightly f r o m 
above can also be found in paint ings f r o m Poussin's own h a n d , 
such as the Parnassus in the Prado , M a d r i d , which is unanimous ly 
da ted be tween 1631 and 1632." T h e Parnassus also contains the 
par t icular types of b e a r d e d head found in the Adoration?'* O t h e r 
close parallels of individual forms be tween the Adoration a n d works 
by Poussin da t ing f r o m a r o u n d 1629-31 - such as the figure of the 
kneeling m a n in the middle fo reground (repeated in the Virgin 
appearing to St James at the Louvre) a n d his striped dress used again 
in the Plague of Aslidod) - have a l ready been r emarked on a n d dis­
cussed in the literature. '" 
Apar t f r o m these, however , the Adoration of the Golden Calf has 
never been the subject of detai led investigation or analysis. As far 
as the sources for the pa in t ing are concerned , scholars have b e e n 
conten t to follow the lead of J o h n s t o n e , w h o poin ted to the obvi­
ous influence of Raphae l ' s Va t ican Loggia frescoes, as well as 
d rawing m o r e general compar isons with the schools of the 
Car racc i a n d Domen ich ino , wi th Vene t i an (especially Ti t ian) a n d 
Flemish painters , with Caravagg io a n d with R o m a n bas­reliefs.17 
Subsequent scholars then a d o p t e d several par t s of this supposed 
chain of influence, which is der ived m o r e f r o m the b iographica l 
facts known abou t Poussin 's life in 1629 t h a n f r o m w h a t is actually 
appa ren t in the pa in t ing itself: in fact, it seems extremely difficult 
to demons t ra te concre te similarities be tween the Adoration a n d any 
of these supposed models . 
For tunately , however , distinct hints of the sources Poussin stud­
ied a n d used at tha t t ime are present in the pa in t ing itself. For 
example , the accumula t ion of objects at lower right, which forms 
a sort of still­life in its own right (Fig. 14) a n d is somet imes u n d e r ­
ra ted as a n 'archaeological nicety' , contains useful clues abou t the 
' " ' O B E R H U B E R , op.cit. a t n o t e 4 a b o v e , p . 2 8 . M E R O T , op.cil. a t n o t e 4 a b o v e , n o . 22 , 
p . 2 5 6 h a s a lso l isted t h e c o m p o s i t i o n in his c a t a l o g u e as b y Pouss in , s h o w i n g t h e 
e n g r a v i n g b y Poilly r a t h e r t h a n the p a i n t i n g in S a n F r a n c i s c o w h i c h h e cons ide r s 
a copy , E I S L E R , op.cit. a t n o t e 1 a b o v e , p . 2 7 0 , s ta tes t h a t Pouss in ' s ' a u t h o r s h i p s e e m s 
likely' . U n f o r t u n a t e l y , a n X ­ r a y ­ e x a m i n a t i o n of this p i c t u r e , w h i c h m i g h t h e l p to 
c l ea r u p this p o i n t , is still a d e s i d e r a t u m , . 
' ' O B E R H U B E R , op.cit. a t n o t e 4 a b o v e , p . 2 1 4 : 'Typ ica l l y , w e find M o s e s s t a n d i n g o n 
a special ly p r e p a r e d p l a t f o r m , seen w r o n g l y f r o m a b o v e . . . ' . 
H S e e THUILLIER , n o . 6 9 , p . 9 4 ; WILD , I I , n o . 2 6 , p . 2 9 ; WRIOHT , n o . 6 7 , p p . l 6 7 f f . ; 
O B E R H U B E R , p . 2 5 , M E R O T , n o . 1 2 1 , p . 2 7 4 (all c i ted a t n o t e 4 above ) a n d R O S E N B E R G 
op.cit. at note 6 above, no.45, pp.2061V. 
'•'BLUNT heat, a t n o t e 3 a b o v e [1973] , p . 5 3 3 c o u l d n o t t h i n k of a n ' e x a m p l e in 
Pouss in ' s c e r t a i n ea r ly w o r k s ' f o r these ' b e a r d e d types b a s e d o n " E t r u s c a n " vases ' 
'"See M A H O N , hc.cii. a t n o t e 5 a b o v e [1965] , o n t h e Virgin and St James; a n d also n o t e 
6 a b o v e . F o r t h e Plague at Ashdod (Louvre , Paris) , d a t e a b l e t o c. 1 6 3 0 ­ 3 1 see B L U N T 
Catalogue, c i t ed at n o t e 5 a b o v e [1966] , n o . 32 , p p . 2 4 f f . a n d R O S E N B E R G op.cit. a t n o t e 
6 above , no .43 , pp .200f f . See also Blunt , hc.cit. a t n o t e 3 a b o v e [1973] , p . 5 3 3 , n o t e 9 
" J O H N S T O N E , loc.cit. a t n o t e 2 a b o v e , p . 9 1 . C o m p a r i s o n s w i t h t h e 'Adoration of the 
Golden Calf in t h e V a t i c a n loggie ( a n d w i t h t he Parnassus in t h e Stance) a lso h e l p to 
exp l a in t he a n o m a l i e s of v i e w p o i n t d i scussed a b o v e . 
13 
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k 
12. Tlie triumph of 
Caesar: the elephants, 
by A n d r e a 
M a n t e g n a . 267 by 
277 c m . (Royal 
Col lec t ion , 
H a m p t o n Cour t ) . 
13. The triumph of 
Caesar, by 
G i o v a n n i A n t o n i o 
d a Brescia a f t e r 
A n d r e a 
M a n t e g n a . 
Engrav ing . 
(Musee du pet i t 
Palais, Paris). 
painter 's interests at this period. Such 'still lifes',1" composed out of 
objects bor rowed f rom several distinct sources, are typical for 
Poussin's paintings f r o m 1629 onwards , a n d in the Adoration we 
have not only the first example of such a combina t ion , bu t also one 
which echoes the earlier (indeed the first) a n d simpler example of 
such a 'still-life', the meta l vessel, p laced at the left on a sumptu ­
ously billowing d rape ry in the Lamentation over the dead Christ at 
M u n i c h (Fig. 15).19 In bo th cases Poussin seems to have been 
inspired by the u rn lying on a thin d rape ry at the lower left of 
Ti t ian ' s Bacchus and Ariadne in L o n d o n (Fig. 16). Since Ti t ian placed 
his signature ('TICIANUS F.') directly on the surface of this u rn , it 
seems likely that Poussin, by citing exactly this e lement , was con­
sciously paying h o m a g e to the revered mas ter whose works he h a d 
begun to study, together with Francois Duquesnoy , in 1626.2" H o w 
impressed Poussin was by this par t icular motif is appa ren t f rom the 
fact that he adop ted it a third t ime in his Triumph of Silenus (Fig. 7).21 
T o the right of these objects in the Adoration appea r s a small 
meta l j u g s tanding beh ind an inclined metal p la te : laurel f ronds 
are scat tered on a n d a r o u n d it one of which appear s to have been 
stuck into the j u g itself. H e r e Poussin's source is the f a m o u s 
R o m a n frieze f r o m the T e m p l e of N e p t u n e , displaying instru­
ment s used for sacrifice a n d publ ished in a mid­s ix teenth­century 
engrav ing by Nicolas Beatrizet in An ton io Lafrery ' s Speculum 
Romanae Magnificentiae (Fig. 17). H e has followed quite closely the 
fo rm of the meta l oinochoe with a laurel b r anch , third f rom the right 
in the second row of the engraving, as well as the two plates.22 
14. D e t a i l o f F i g . i l . 
" 'See F.-G. PARISET: 'Les na tu re s m o r t e s chez Pouss in ' , in the 1960 Collogue c i ted a t 
n o t e 3 above , I, p p . 2 1 5 ­ 2 4 ; A . - M . L O G A N - S A E G E S S E R : Die Entwicklung des Slillebens als 
Teil einer gmfSeren Komposition in der franzosischen Malerei vom Beginn des 14. bis zum Ende 
des 18. Jahrhunderts, doc to ra l d isser ta t ion , Un ivc r s i t a t Z u r i c h , W i n t e r t h u r [1968] , 
p p . 5 2 ­ 6 4 ; a n d W I L D , op.cit. a t no te 4 above , I, pp .56f f . 
" T h e Lamentation is var iously d a t e d b e t w e e n 1626 (see E A D T , op.cit. a t no te 5 above , 
pp .302f f . , T H U I L L I E R , op.cit. a t no te 4 above , no . 18, p . 8 6 ; W I L D , op.cit. a t note 4 
above , II, no . 12, p . 16; a n d R O S E N B E R G op.cit. at note 6 above, no. 12, pp.144) a n d 
1 6 2 8 ­ 2 9 (see M A H O N , loc.cit. a t n o t e 5 a b o v e [ 1962], p .24 , a n d B L U N T , Catalogue c i ted 
a t n o t e 5 a b o v e [1966] , no . 82, p .57 , as well as WRIGHT, p . 153, no . 40 , OBERHUBER, 
p. 195 a n d MEROT, p .39 , all ci ted a t n o t e 4 above) . F o r m y d a t i n g see no te 20 be low. 
2°See W I L D , op.cit. a t no te 4 above , Vol.1, p .21 , n o t e 6 ; she states tha t hints of 
T i t i a n ' s Bacchana l s shou ld be t r aceab le in Poussin 's pa in t ings only f r o m 1629 on , 
b u t da tes the Lamentation in M u n i c h to 1626 ­ a d a t i n g wi th wh ich I w o u l d ag ree 
s ince the p a i n t i n g has stylistic charac ter is t ics close to the two works Poussin exe­
cu ted in 1 6 2 5 ­ 2 7 in co l l abora t ion wi th Dan ie l Seghers the Virgin and Child (Preston 
M a n o r , Br ighton) a n d the Pietd (Musee T h o m a s H e n r y , C h e r b o u r g ) ; for this c o m ­
pa r i son see the g r o u p i n g by M E R O T , op.cit. a t n o t e 4 above , p .42 . C o n c e r n i n g the 
two Seghers pa in t ings see t.j. s t anch ing : ' S o m e p ic tu res by Poussin in the Da l Pozzo 
Co l l ec t ion : T h r e e n e w inventor ies ' , B U R L I N G T O N M A G A Z I N E , C X X X [1988] , p . 6 1 3 
a n d 618 . It shou ld be n o t e d tha t M . P O D R O ha s a l r eady specu la ted a b o u t a d i rec t 
in f luence of T i t i a n ' s 'Bacchus a n d A r i a d n e ' o n the pa in t ings of Pouss in ; in 
' D e p e i n d r e " L e v e a u d ' o r ' " , Cahier du Musee National d'Art Modeme, 21 [1987] , 
p p . 4 7 ­ 6 7 , esp. p .51 . 
•"Until n o w the p a i n t i n g in the N a t i o n a l Gal le ry , L o n d o n , was cons ide red a c o p y ; 
see B L U N T , Catalogue c i ted a t n o t e 5 a b o v e [1966] , no . 138, p . 9 9 ; recent ly , h o w e v e r , 
t he r e has b e e n a t e n d e n c y to rehabi l i t a te it as the orginal , p a i n t e d a r o u n d 1636 as 
a p a r t of the R iche l i eu ­Bacchana l s : see for e x a m p l e H. BRIGSTOCKE: 'Pouss in in 
E d i n b u r g h ' , T H E B U R L I N G T O N M A G A Z I N E , C X X I V [1982] , pp .239f f . , a n d R O S E N ­
B E R G , op.cit. a t no te 6 above , p .22 . [See this issue, p. 11, Fig.7]. 
" 'La te r Poussin aga in m a d e use of this e n g r a v i n g for the 'still­lifes' in the Saving of 
the young Pyrrhus in the L o u v r e of c. 1 6 3 2 ­ 4 a n d in the Holy Family on the Steps of 
1648. T h e only k n o w n d r a w i n g s by Poussin a f t e r the e n g r a v i n g a re da t eab l e c. 
1 6 3 5 ­ 4 0 ; o n one , in the Ecole des Beaux­Ar t s , Paris , Poussin even cop i ed the 
engrav ing ' s c o m m e n t a r y : see G. KAUFFMANN: 'Poussins letztes W e r k ' , £eitsc/mftfur 
K'unslgeschkhte X X I V [1961] , p . l 13, B L U N T , Drawings, ci ted a t n o t e 5 a b o v e [1975] , 
pp .43ff . , no . 352, a n d idem: Tlie Drawings of Nicolas Poussin, L o n d o n [1979] , p . 1 3 4 
a n d no . 153. F o r the o t h e r sheet , in a p r iva te collection in Paris , sec idem: ' F u r t h e r 
N e w l y Ident i f ied D r a w i n g s by Poussin a n d H i s Fol lowers ' , Master Drawings, X V I I 
[ 1 9 7 9 ] , p p . l 3 6 f f . 
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15. 77K lamentation over the dead Christ, by Nico las 
Pouss in . 102 by 148 c m . (Alte P i n a k o t h e k , 
M u n i c h ) . 
Finally, beh ind this grouping of objects is a splendid silver lych-
nuchus (a kind of torch or cande labrum) with rams ' heads a t its 
base, a t t ended by a youth in ant ique garb w h o pours an offering 
into the flame.23 (A p e n d a n t to it is just visible beh ind the Golden 
Calf on the o ther side of the altar). Whi le the lychnuchus itself has 
never worr ied scholars greatly, the young servant a t tending it has 
been considered not only quite unusual for Poussin, bu t even strik­
ing a n d somewhat disturbing,21 to the extent that Blunt in 1967 
based his da t ing of the picture on this figure when he conc luded: 
' In m a n y ways this landscape looks forward to Poussin's paint ings 
of abou t 1630, bu t the clumsiness of certain figures, notably the 
boy pour ing the offerings on the right, confirms the da t ing 1626 
ra ther than that of 1629'.25 
W h a t Blunt did not realise was that this figure as well as the lych­
nuchus owe m u c h of their striking appea rance to the fact that they 
too are quotat ions f rom ano ther artist. As early as 1924, R e n e „ 
Schneider in an article on Poussin's sources strongly emphasised 
the impor tance of M a n t e g n a , a l though without citing specific 
examples, a n d concluded: 1 Mantegna et Titien sont, je crois, les seub 
grands createurs auxquels il se soil adresse, sans intermediate.,m Since then, 
several o ther scholars have suggested a certain influence of 
M a n t e g n a upon Poussin, wi thout being able to deliver concrete 
proof.27 ' T h e r e are some reminiscences of M a n t e g n a , whose 
engraving Poussin is said to have admi red and collected', 
Fr iedlaender wrote in 1966 of Poussin's Crucifixion at Har t fo rd , 
C T ; bu t he finally h a d to concede that this influence was 'sporadic 
and ephemeral ' .2" 
In the Adoration of the Golden Calf, however , Poussin obviously 
m a d e use of a work of M a n t e g n a : a glance at canvas no. V (com­
monly known as The Elephants) of the Triumph of Caesar (Fig. 12) is 
enough to show that the F rench master t ransposed not only the 
lychnuchus, bu t also the you th a t tending the flame into his own 
" 'Whi le t he y o u t h is a l r e a d y i n d i c a t e d , t h o u g h ve ry fa int ly , in t he d r a w i n g at 
W i n d s o r (fig. 10), t h e still­life ob jec t s c a n n o t b e d e t e c t e d t h e r e ; in t he i r p l a c e t h e r e 
is w h a t a p p e a r s t o b e a c r a w l i n g ch i ld . 
" S e e B L U N T , loc.cit. a t n o t e 3 a b o v e [1973] , p . 5 3 3 ; a n d w . F R I E D L A E N D E R : Nicolas 
Poussin, M u n i c h [1914] , p . l 15, d e s c r i b i n g the Poilly e n g r a v i n g . 
2 5 B L U N T op.cit. a t n o t e 5 a b o v e [1967] , p . 7 0 . 
2"R. SCHNEIDER: ' D e s sources i g n o r e e s ou p e u c o n n u e s d e l ' a r t d e Pouss in . L a c o n ­
c e p t i o n c lass ique de l 'o r ig ina l i te ' , Melanges a la memoire d'Emile Berlaux, Par i s [1924] , 
p p . 2 7 9 ­ 2 8 7 . 
•"See, fo r e x a m p l e , O B E R H U B E R , op.cit. a t n o t e 4 a b o v e , p . 2 6 . 
- ' " F R I E D L A E N D E R , op.cit. a t n o t e 4 a b o v e [1966] , p p . 6 6 a n d 27 . 
16. Bacchus and Ariadne, by T i t i a n . 175.2 b y 190 .5 c m . ( N a t i o n a l Ga l l e ry , 
L o n d o n ) . 
17. Roman frieze o f t h e T e m p l e of N e p t u n e , b y N i c o l a s Bea t r i ze t . E n g r a v i n g 
f r o m A N T O N I O L A F R E R Y : Speculum Romanae Magnijicentiae. 
K ? 
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composition.2 9 But it is very unlikely that Poussin would have seen 
the originals, a n d it is m o r e p robab le that he a d a p t e d the lychnuchus 
a n d the you th f r o m one of the engravings af ter M a n t e g n a he is 
known to have collected.30 In fact, this supposit ion is conf i rmed by 
the a p p e a r a n c e of the lychnuchus in Poussin's pa in t ing (Fig. 14): bo th 
its genera l s t ructure (see especially the larger size of the dish at the 
top a n d the shape of the knop be tween the u p p e r a n d lower pa r t 
a n d the lea f -ornaments on the socle above the r a m - h e a d base dif­
fer f r o m those found in M a n t e g n a ' s canvas, bu t are close to those 
in the engravings (Fig. 13)." Moreove r , M a n t e g n a ' s you th wears a 
chemise u n d e r his f laming­red d rape ry while in bo th the engrav­
ing a n d Poussin 's pa in t ing his left a r m a n d shoulder are bare . 
Finally, a compar i son of the gestures in the three representa t ions 
shows that Poussin needed to regularise the boy's a p p e a r a n c e a n d 
gestures somewha t in o rde r to fit h im into his o w n composi t ion. 
Whi le the boy seems r a t h e r ecstatic a n d unstable in M a n t e g n a ' s 
canvas (where he almost appea r s to be dancing), in the engrav ing 
he is shown in a steadier, if still eager and energet ic pose, which is 
in tu rn ca lmed d o w n in Poussin's Adoration, whe re only his 
s t re tched­out leg a n d the slight f lut ter ing of his g a r b indicate 
m o v e m e n t . 
T o sum up , we m a y conclude that , wha tever the status of the 
canvas itself, the Adoration of the Golden Calf at San Francisco mus t 
certainly show a composi t ion invented by Poussin himself. Blunt 's 
hypothesis tha t the pa in t ing could be the work of a follower, exe­
cuted on the base of the Windsor drawing, is re fu ted by the evi­
dence of the details invented by a n d taken f rom M a n t e g n a . '­ T h e 
you th wi th the c a n d e l a b r u m is a lready, if very faintly, indicated in 
the d r a w i n g (Fig.02), a n d it seems mos t . improbab le tha t an imita­
tor could have detected a n d recognised the precise source Poussin 
was citing; surely such a n imita tor would instead have freely elab­
o ra ted the s u m m a r y indicat ions he f o u n d on the sheet. Fu r the r 
conf i rmat ion of the authent ic i ty of the composi t ion can also be 
a d d u c e d f r o m the fact that we find here a 'still­life' typical for 
Poussin in this pe r iod : n o o the r pa in te r at tha t da te seems to have 
taken such care in a r r ang ing m i n o r objects in a larger scene.33 
U n i q u e , a n d also typical for Poussin, is the w a y in which he pro­
vides the details for those 'still­lifes', by ga ther ing a n d combin ing 
motives f r o m widely different sources ­ fusing elements bo r rowed 
f rom R o m a n reliefs, T i t i an a n d M a n t e g n a to recreate a scene of 
an t ique sacrifice on the basis of ' au thent ic ' details. 
T h u s , Poussin's pract ice seems to conf i rm w h a t R e n e Schne ider 
wrote in 1924 abou t the concept ion of originality in classicism: 
'C'est que son temps el lui congoivent I'originalite autrement que beaucoup d'en-
tre nous. Pour lui. . . elle consiste, non a inventer des idees, des sujets, mais a 
repenser soi-meme et a redire a sa fagon ce que les predecesseurs ont dejd trouve. 
Onpeut meme emprunler desformes, des attitudes, des gestes: c'est le bien com-
mun. Le tout est de le rendre sien par I'usage . . . La vraie originalite? Elle ne 
se degage que de I'imitation ou de la reminiscence. Voila la pure essence de la 
doctrine classique . . . ' u 
"See Andrea Mantegna, cd. j. MARTINEAU, exh.cat. London/New York [1992|, no. 
112, p.365; for iconography, sources and details see A. MARTINDALE: The Triumphs 
of Caesar by Andrea Mantegna, London [1979], pp.147­49. 
'"Poussin's brother­in­law, Jean Dughet, reported in a letter of 1678 that Poussin 
owned thirty­two engravings after Mantegna; see Archives de t'arl francais, 
Documents, Paris [1858­60], Vol. X, pp.250­54. 
"See BARTSCH 25 /1 (formerly Vol. 13/2), No. 017b (322.8), p. 114. Poussin 
reworked the top of the lychnuchus following the example of the torch shown at the 
right of the youth in the engraving (behind the branches held by the elephant­
rider). A drawing by Poussin, private collection, Paris, showing two of the three ele­
phants confirms this engraving as Poussin's source since they are also copied from 
this print ­ for this drawing see BLUNT, Drawings, op.cii. at note 5 above, p. 42, 
no.347 and idem, The Drawings of Poussin, cited at note 22 above, p. 142. 
"The quotation from Mantegna might also weaken the attribution of the painting 
to Andrea da Lione, who cannot be shown to have had a strong interest in 
Mantegna; see M. CONDOR ORDUNA : 'Algunas fuentes compositivas para las obras de 
Andrea de Lione en el Museo del Prado', Boletin del Museo del Prado VIII, no.22 
[1987], pp. 19­31. 
"The minor 'still­lifes' of Giovanni Benedetto Castiglione seem, as I will show in 
my study to be inspired by Poussin's example, although far more luxuriant and 
unrestrained. 
"SCHNEIDER, loc.cit. at note 27 above, p.287. 
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